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Rhythmo-Melodic Patterns of Modi Performed on the 






Abstract: Greek folk music follows the non-tempered modal musical system of the 
Byzantine ochtoechos. The Greek santouri is a music instrument tuned chromatically 
after the well-tempered system. As there is no ability of performing microtones, all 
modes are played on the well-tempered scale. Nikos Kalaitzis or “Bidagialas”, one of 
the greatest Greek santouri players, uses his excellent skill in order to perform folk 
music as close to the non-tempered modal system as possible. He focuses on the 
basic features of each mode/echos and tries to express the style of each one using 
various melodic and rhythmic techniques. Through the study of two characteristic 
dance tunes in different modes from the island of Lesbos, we see analytically the 
rhythmo-melodic patterns which are used on the santouri by this great musician and 
help to determine the identification of modes.  
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Greek folk music along with Byzantine secular music constitute two aspects of Greek 
traditional music. Both types are monophonic with an accompaniment of ison1 in the 
vocal and instrumental parts, although the latter are westernized over time. An 
exception to folk songs is the polyphonic songs of Epirus and of the Ionian islands. 
Traditional music forms part of the music of the broader Eastern Mediterranean area 
following the non-tempered modal musical system of the Byzantine 
ochtoechos/οκτώηχος.2 
The 8 echos/ήχοι are divided into four authentics: First, Second, Third, Fourth and four 
plagals: First plagal, Second plagal, Varys and Fourth plagal. 
The echos are defined by four features:3 
 
1 Pedalnote. 
2 For a detailed study of the Byzantine octoechos, see Ιωάννου Μαργαζιώτη, Θεωρητικόν Βυζαντινής 
Εκκλησιαστικής Μουσικής (Αθήναι: Έκδοσις μουσικού οίκου Χαριλ. Στασινού, 1958). Δ. Γ. 
Παναγιωτόπουλου, Θεωρία και πράξις της βυζαντινής εκκλησιαστικής μουσικής, 10th ed. (Αθήνα: 
Αδελφότης Θεολόγων «Ο Σωτήρ», 2015). 
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a. the fundamental tone or basis,4 
b. the scale with its unequal intervals,5 
c. the dominant notes6 with the phenomenon of elxis7 and  
d. the cadences.8 
By recording a melody of folk music with the Western staff notation, many times the 
term mode is used, instead of the term echos.9 Also many instrumentalists use the 
maqam terminology.10 
The microtones can easily be interpreted on unfretted string instruments or 
instruments tuned after the non-tempered musical system of the Byzantine 
octoechos.11But this cannot be done on the santouri.12 
 
3 Μάριος Μαυροειδής, “Κεφάλαιο ΙV: Οι ήχοι της βυζαντινής μουσικής,” in Οι Μουσικοί τρόποι 
στην ανατολική Μεσόγειο (Αθήνα: Fagotto, 1999), 90-96. 
4 On the basis the melody ends and the ison is held. 
5 The scale consists of intervals, distinguished by genre and chroa. The genres are defined depending 
on the kind of intervals in a tetrachord in three kinds: diatonic, chromatic and enharmonic. The chroes 
are two: the hard and the soft one. The systems of scales are three: the ochtachord or diapason, the 
pentachord or trochos and the tetrachord or triphonia. The scale is divided into 72 moria(cents), after the 
music committee of the Patriarchate of Constantinople in 1881-1883. There are three types of tone: the 
major with 12 moria, the minor with 10 moria and the minimum with 8 moria. The semitones are of 
two types and consist of 6 or 4 moria. The seven byzantine notes are named ni, pa, vou, gha, dhi , ke, 
zo, which correspond to c, d, e, f, g, a, b. 
6 The dominant notes are the notes on which the melody develops, as the basis, the fourth and the fifth 
and rarely the third. 
7 When the melody moves around the dominant notes, then the phenomenon of elxis takes place: the 
dominant notes attract towards them the neighboring notes upwards when the melody is ascending 
and downwards when the melody is descending. 
8 The cadences are notes or even specific melodic shapes on which the phrases end. There are three 
types of cadences: the semi-final on the dominant notes, the final on the fifth degree and/or on the 
basis and the ultimate on the basis. These cadences are common in melodies that belong to the same 
echos. 
9 For the correspondence between the terms mode and echos, see Γεώργιος Σπυριδάκης and 
Σπυρίδων Περιστέρης, “Εισαγωγή,” in Ελληνικά Δημοτικά τραγούδια, τόμος Γ΄: Μουσική εκλογή 
(Εν Αθήναις: Ακαδημία Αθηνών. Κέντρον Ερεύνης της Ελληνικής Λαογραφίας, 1968), κα΄-λε΄. 
10 For the correspondence between the terms echos and maqam, see Π. Γ. Κηλτζανίδης, Μεθοδική 
διδασκαλία θεωρητική τε και πρακτική προς εκμάθησιν και διάδοσιν του γνήσιου εξωτερικού 
μέλους της καθ’ ημάς ελληνικής μουσικής κατ’ αντιπαράθεσιν προς την αραβοπερσικήν 
(Κωνσταντινούπολις, 1881. Facsimile. Θεσσαλονίκη: Εκδόσεις Βασ. Ρηγόπουλου, 1991), 20-24. 
Μαυροειδής, “Κεφάλαιο V: Τα μακάμ των Αράβων και των Τούρκων,” in Οι Μουσικοί τρόποι στην 
ανατολική Μεσόγειο, 193-265.  
11 Such an instrument is the type of tambouras, similar to the Turkish saz, which is in use in the music 
high schools. It is a long-neck instrument with a small pear-shaped body, two double and one triple 
strings and movable frets. 
12 Greek dulcimer. 
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The Greek santouri is a musical instrument tuned chromatically after the well-
tempered system. It has fixed bridges which divide the courses of strings in fifths, 
major seconds and minor thirds. Its extent is 3 1/2 octaves from F13 to b’’and it can be 
used either to play solo or accompaniment. (Figure 1) 
 
Figure 1 
Tuning of the Greek santouri 
 
 
As there is no ability to perform quartertones and microtones, all modes are played 
on the well-tempered scale. Nevertheless, santouri players have the ability to 
perform folk music and still keep the modal flavor, because of the arrangement of the 
strings and the tuning of the instrument, which helps to play accompaniment, as well 
as with various playing techniques. 
One of the greatest Greek santouri players is Nikos Kalaitzis or “Bidagialas”. He was 
born in Lesbos14 in 1925 and died in Athens in 2012. His father and his three brothers 
were also musicians. He played the santouri, the violin, the cornet and later the 
bouzouki in the music groups of his family.15Being a deep connoisseur of Greek 
music modes, as well as an excellent virtuoso, he experiments with various melodic 
 
13 In some instruments the contrabass register is extended to E. 
14 The island of Lesbos is located in the eastern Aegean Sea opposite the coast of Asia Minor. 
15 More biography information in: Gerassimoula Papandrikou, “Das griechische Santouri. 
Vergleichende Studie zu den Stileigentümlichkeiten von vier Santourispielern“, (PhD diss., Bd. 1, 
Leopold Franzens Universität Innsbruck, 2009), 53-55. 
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and rhythmic techniques in order to express the style of each mode and to perform 
folk music as close to the non-tempered modal system as possible. 
In this paper we will see analytically through the study of two characteristic dance 
tunes in different modes from the island of Lesbos,16 the “Phokiano Zeibekiko” and 
the “Vrakadiko Zeibekiko”, the rhythmo-melodic patterns used on the santouri by 
this great musician, which help to determine the identification of modes.  
 
1. “Phokiano Zeibekiko“ 
The first music piece is the “Phokiano Zeibekiko.17 The particular version comes from 
the CD: Sandouri, FM Records S.A., FM 679, vol. 2, track 11, where there is a mistake. 
It is recorded under the name “Adramytiano Zeibekiko”.18Since the music piece 
under this name has a totally different tune I consider the wrong name on this disc as 
a misprint.19 
“Phokiano Zeibekiko” is a slow zeibekikos dance20 in meter 9/4 (2+2+2+3). It is in echos 








16 Lesbos was under Ottoman rule until 1912, when it was ceded to Greece. Until the annexation of 
Lesbos from Greece, there was an unbreakable commercial, economic and cultural relation between 
Lesbos and the opposite coast of Asia Minor, especially Smyrna and Aivali. The close relations of the 
island with the opposite coast continued after 1912 until the Greek-Turkish war of 1922, when the 
Greek refugees came from the opposite coast on the island. Since then their music and dances are an 
integral part of the island's musical life. See Πανεπιστήμιο Αιγαίου, “Πολιτισμικές πρακτικές, 
πολιτισμικά δίκτυα και κοινωνική διαφοροποίηση,” in Μουσικά σταυροδρόμια στο Αιγαίο. Λέσβος 
19ος-20ος αιώνας, with 5 CDs, ed. ΣωτήρηςΧτούρης, (Αθήνα: Εξάντας, 2000), 69-86. 
17 The name “Phokiano” derives its origin from Phokaia, an ancient Greek city on the Asia Minor 
coast, northwest of Smyrna (Izmir). 
18 The name “Adramytiano” derives its origin from the city of Adramytio (Edremit) on the Asia Minor 
coast, northern of Phokaia. 
19 The tune of “Phokiano Zeibekiko”is recorded under its real name in other CDs. See Songs of Mytilene 
and Smyrna (The Hellenic Music Archives, AEM 009), track 17. Lesbos Aiolis. Songs and Dances of Lesbos, 
2 CDs with booklet, collected-supervised by Nikos Dionysopulos, text: Nikos Dionysopoulos, Yorgos 
Nikolakakis, Zoi Margari, Ada Hadjiyeorgiou (Crete University Press-University of the 
Aegean/Research Team, C.U.P. 9-10, 1997), track A15. 
20 Zeibekikos dance is a male dance.  
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Figure 2.1 
“Phokiano Zeibekiko”, p. 1 
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Figure 2.2 




1.1. Characteristics of mode 
In the mode C diatonic/echos Fourth plagal the base tone is C/Ni, the dominant notes 
are C-E-G-C’, which correspond to the byzantine notes Ni, Vou, Dhi, Ni’ the semi-
final endings are on the dominant notes and the final ending on C. The scale belongs 
to the soft diatonic genre. The dominant notes attractthe neighboring notes towards 
them. The seventh degree B/Zo is natural when the melody ascends and flat when 
the melody descends. In some melodies the scale can be extended a fifth higher to the 
upper G/Dhi’. In this case, the ison is held on G. The scale of echos Fourth plagal is 






21 Μάριος Μαυροειδής, “Κεφάλαιο ΙV: Οι ήχοι της βυζαντινής μουσικής,” in Οι Μουσικοί τρόποι 
στην ανατολική Μεσόγειο, 107-08. 
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Table 1.1 




Echos Fourth plagal, descending scale 
 
 








“Phokiano Zeibekiko”consists of four parts with their slight varied repetitions: AA’-
BB-CC’-A’’A’’’. All parts consist of a one-measured theme with a semi-final ending 
on the dominant note G and its repetition with a final ending on the fundamental 
tone C. Only in repetition A’’’ the theme consists of two measures due to the 
extension of the ending to one measure. Here the ending on C is considered as an 
ultimate one. 
In Table 2 we see the correspondence of each theme to measures. The theme of each 
part is denoted by the corresponding lowercase letter. The semi-final ending is 





22 Ibid., 108-09. 
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Table 2 





1.2. Rhythmo-melodic patterns 
Since “Phokiano Zeibekiko” is a slow dance, Nikos Kalaitzis plays dense preferring 
the time values of sixteenths and thirty-seconds.  Ηe often uses small notes and 
tremolos as embellishments. He also plays the dominant notes downwards or 
upwards either in arpeggios (part A’: measure 3, part C’: measure 10, part A’’: 
measure 12, part A’’’: measure 14) or in consonance (part A’: measure 4, part B: 
measure 6) on the upbeat after the semi-final or final ending of a theme as a bridge 
which leads to the next theme. Apart from these interpretive tricks, however, he also 
uses some rhythmo-melodic patterns to determine the identification of the mode.  
These are: 
a. The descending passage between the dominant notes G-E on the beats 5-6 in the 
following parts: part A, measures 1, 2, repetition A’, measures 3, 4, part 
B/repetition B, measures 5, 6, part A’’, measures 11, 12, repetition A’’’, measures 
13, 14.  
Kalaitzis ornaments the dominant notes with turns, small notes and the attracted 
note D# towards E. Furthermore, he plays a dotted sixteenth-note on the 
dominant note G for more tension. Each time he repeats this pattern, he plays it 
slightly varied. 
We see some variations of the specific pattern in the following figures (Figures 
4.1 - 4.6): 
Figure 4.1 
Measure 1, beats 5-6 
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Figure 4.2 

















Measure. 12, beats 5-6 
 
 
b. The semi-final cadence on the beats 7-9 of theme ao in part A measure 1, 
repetition A’ measure 3, part A’’ measure 11 and repetition A’’’ measure 13. The 
same cadence extended to the seventh degree appears in part B and repetition B 
measure 5. 
In theme ao, Kalaitzis connects the dominant notes G and E with passing notes 
downwards and upwards (Figure 5.1). In theme bo (measure 4), he extends the 
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ascending part of the same cadence to B, which leads to the upper fundamental 
tone C of the next measure (Figure 5.2). 
 
Figure 5.1 





Extended semi-final cadence, measure 5, beats 7-9
 
 
c. The final cadence on the beats 7-9 of theme ac (measure 2),theme a’c (measure 
4),theme bc (measure 6) and theme a’’c (measure 12). 
The first pentachord G-C is identical with that of the previous cadence. Then it 
differentiates itself by descending chromatically to the note A# and returning to 
the basic tone C. A# functions as an attraction towards B. This cadence resembles 
the second half “B-A#-B-C-C-D-C” of a cadence of many byzantine troparia23 in 
echos Fourth plagal24(Figure 6.1). 
 
Figure 6.1 
Final cadence, measures 2, 4, 6, 12, beats 7-9 
 
 
In theme a’’’c Kalaitzis confirms the ultimate ending by extending the upper 
cadence to one measure with an additional G on the tetrachord below C and the 
 
23 Short hymns. 
24 Μαυροειδής, “Κεφάλαιο ΙV: Οι ήχοι της βυζαντινής μουσικής,” in Οι Μουσικοί τρόποι στην 
ανατολική Μεσόγειο, 109. 
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Final cadence, measure 14, beats 7-9 & measure 15, beat 1 
 
 
d. The ison on the dominant note G at the first phrase G-E’ in measures 7, 8 of part 
C and in measures 9, 10 of repetition C’. 
Taking into consideration that the melody of the themes co and cc develops on 
the oktave G-G’, Kalaitzis enriches the first phrase on the beats 1-4 with an 
alternated ison on G (Figure 7).  
 
Figure 7 
Ison on G, measures 7, 8, 9, 10, beats 1-4 
 
 
e. The semi-final cadence in part C, measure 7, beats 7-9 (Figure 8.1) and its slight 
variation in part C’, measure 9 (Figure 8.2). 
The cadence develops on the upper pentachord C’-G’. Kalaitzis embellishes the 
dominant notes C’ and E’ with small notes and consecutive turns, whereas the 
seventh degree B, confirms the attraction towards C.  
 
Figure 8.1 
Semi-final cadence, measure 7, beats 7-9 
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Figure 8.2 
Semi-final cadence, measure 9, beats 7-9 
 
 
f. The final cadence in part C, measure 8, beats 7-9, which develops on the 
descending scale of the mode (Figure 9).  
The most characteristic element of this cadence is the dense playing of the 
intervals of a second in the time value of thirty-seconds. Due to the fast tempo 
with which Kalaitzis interprets the seconds, he gives the impression of a non-
tempered way of playing. This unique technique characterizes Nikos Kalaitzis’ 
personal style of performing.25 
 
Figure 9 
Final cadence, measure 8, beats 7-9 
 
 
g. The dotted eighth-note, which Kalaitzis always uses on the dominant note G in 
parts A, B, A’’ and their repetitions (measures 1-6, 11-14), as well as on the 
dominant note E in parts B, C and their repetitions (measures 5-10) places more 
emphasis on them.  
 
 
2. “Vrakadiko Zeibekiko” 
The second music piece is the “Vrakadiko Zeibekiko”.26 It is a zeibekikos dance in 9/4 
even slower than the former one. The recording comes from the same CD, track 3. 
It is in the so-called echos Devteroprotos, that is in echos First in alternation with an 
idiom of echos Second, namely echos Second paramesazon.27 In Mode terminology this 
 
25 Papandrikou, “Das griechische Santouri. Vergleichende Studie zu den Stileigentümlichkeiten von 
vier Santourispielern”, 167-68. 
26 This zeibekikos was danced from men who wore the vrakes, i.e. the breeches. 
27 Its fundamental tone is on Pa/D. See Πανεπιστήμιο Αιγαίου, “Παράρτημα: Τραγούδια και 
Σκοποί,” in Μουσικά σταυροδρόμια στο Αιγαίο. Λέσβος 19ος-20οςαιώνας, ed. Σωτήρης Χτούρης, 
(Αθήνα: Εξάντας, 2000), 561. 
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28 Chroa d’ corresponds to the lowered fifth degree. See Γεώργιος Σπυριδάκης and Σπύρος 
Περιστέρης, “Εισαγωγή”, in Ελληνικά Δημοτικά τραγούδια, τόμος Γ΄: Μουσική εκλογή, κε΄. 
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Figure 10.2 




2.1. Characteristics of modes 
Mode D diatonic/Echos First: The base tone is D/Pa and the dominant notes are D-F-
G-A/Pa-Gha-Dhi-Ke.29 The semi-final and final-endings are on the dominant notes 
and the ultimate ending on D. The scale belongs to the soft diatonic genre. The 
dominant notes attract towards them the adjacent notes. The sixth degree B/Zo is as 
in mode C diatonic natural when the melody ascends and flat when the melody 
descends. The scale is formed as follows (Tables 3.1, 3.2):30 
 
29 The dominant notes as well as the semi-final endings depend on the direction of the melodic line 
either on two disjunct tetrachords or on one pentachord and one tetrachord. In the first case the 
dominant notes are d-f-a, while in the second case g belongs also to the dominant notes. See Μάριος 
Μαυροειδής, “Κεφάλαιο ΙV: Οι ήχοι της βυζαντινής μουσικής,” in Οι Μουσικοί τρόποι στην 
ανατολική Μεσόγειο, 114. 
30 Ibid., 113. 
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Table 3.1 




Echos First, descending scale 
 
 




Mode D diatonic 
 
 
Mode D diatonic with chroa d’/Echos Second paramesazon is a mixed mode. It 
consists of one diatonic tetrachord D-G and one chromatic pentachord G-D’ and the 
base tone is on D/Pa (Table 4).32 The dominant notes are D-G, the semi-final and final 
endings are on the dominant notes and the ultimate ending on D. F is attracted 
towards the dominant note G. The scale is formed as shown below:  
 
Table 4 
Echos Second paramesazon 
 
 
31 Ibid., 113-14. 
32 Ιωάννου Μαργαζιώτη, “Μέρος Γ’: Περί ενός εκάστου των ήχων,” in Θεωρητικόν Βυζαντινής 
Εκκλησιαστικής Μουσικής, 49. 
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In the Western staff notation the non-tempered intervals are as follows (Figure 12):33 
 
Figure 12: 
Mode D diatonic with chroa d’ 
 
 
“Vrakadiko Zeibekiko” consists of three parts with their slightly varied repetitions 
AA’-BB’-CC’’. Nikos Kalaitzis plays the tune da capo twice. All parts consist of a 
two-measured theme with a semi-final ending on the dominant note G and its 
repetition with a final ending on the base tone D. At the very end of the music piece 
(after the second da capo) the theme in part C’ consists of three measures due to the 
extension of the ultimate ending to one measure (Table 5). 
 
Table 5 
“Vrakadiko Zeibekiko”, correspondence of Parts, Themes and Measures 
 
 
In part A theme ao (measure 1) is on the first six beats in mode D diatonic, whereas 
on the rest three beats the notes a and b indicate modulation to mode D with chroa 
d’. On the contrary, theme ac (measure 2) is entirely in mode D diatonic. In part B the 
case is the opposite. Theme bo (measure 3) and the first six beats of theme bc 
(measure 4) are in mode D with chroa d’, whereas on the three last beats of the same 
measure theme bc modulates to mode D diatonic which leads to the fundamental 
tone. In part C it applies the same as in part A. Theme co (measure 5) modulates 
from mode D to mode D with chroa d’, while theme cc (measure 6) is entirely in 
mode D diatonic. 
 
33 This mode is identical with maqam Karciğiar. See Ευγένιος Βούλγαρης and Βασίλης Βανταράκης, 
Το αστικό λαϊκό τραγούδι στην Ελλάδα του μεσοπολέμου (Αθήνα: Fagotto 2006), 43. Μαυροειδής, 
“Κεφάλαιο V: Τα μακάμ των Αράβων και των Τούρκων,” in Οι Μουσικοί τρόποι στην ανατολική 
Μεσόγειο, 241-43. 
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2. 2. Rhythmo-melodic patterns 
In “Vrakadiko Zeibekiko” Νikos Kalaitzis plays again in a melismatic way using the 
time values of sixteenths and thirty-seconds as in the previous music piece. He also 
plays small notes as ornaments. Unlike the previous music piece, however, he has a 
new idea in order to connect the endings of one theme with the next theme. Instead 
of playing the dominant notes in arpeggios or in consonance on the upbeat, he 
prefers playing either repetitive notes on the basic tone D in thirty-seconds (part A: 
measures 1-2, repetition A’: measure 3, part C: measure 12) or alternating octaves on 
the dominant note G (part B: measure 6), or simply a G below the basis in the time 
value of sixteenth (part A’: measure 4, part B’: measure 7). He also plays 
appoggiaturas, turns, passages, and dotted notes either separately or in combination 
to form specific rhythmo-melodic patterns useful for the identification of the modes.  
The rhythmo-melodic patterns in use are: 
a. The semi-final cadence of theme ao on the beats 7-9 of measure 1 in part A.  
This pattern with notes in the time values of sixteenths and thirty-seconds 
develops on the pentachord G-C’. The notes B and A as well as the semi-final 
ending on the dominant note G confirm the first modulation from mode D to 
mode D diatonic with chroa d’. In order to place emphasis on this modulation 
Kalaitzis plays a trill on C and two consecutive turns, the first on B and the 
second on G. In the last turn being aware of the phenomenon of elxis he does not 
forget to play the F with a sharp (Figure 13): 
 
Figure 13 
Measure 1, beats 7-9 
 
 
b. A simpler form of the above pattern consists of the semi-final cadence in 
repetition A’: measure 3, part B: measure 5, repetition B’: measure 7 and part C: 
measure 9 (Figure 14.1):34 
 
34 This semi-final cadence is also played in part A of the first da capo. 
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Figure 14.1 
Measures 3, 5, 7, 9, beats 7-9 
 
 
This pattern consists of an ascending appoggiatura on B and three descending 
appoggiaturas on C, B and A, respectively, each of them embellishing the next 
note. 
In part C’ (measure 11) Kalaitzis varies this pattern, namely he plays the note A 
in place of the first note B (Figure 14.2):35 
 
Figure 14.2 
Part C’, measure 11, beats 7-9 
 
 
c. The descending passage B-F# with thirty-second-notes in the themes bo (measure 
5, beats 1-2) and b’o (measure 7, beats 1-2) of part B and repetition B’ respectively 
(Figure 15.1) and its variation in the themes bc (measure 6) and b’c (measure 8) 
(Figure 15.2), which leads to the dominant note G and serves as a turn on it: 
 
Figure 15.1: 
Descending passage, measures 5, 7, beats 1-2 
 
 
35 The same variation is played from repetition A’ of the first da capo onwards. 
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Figure 15.2 
Variation of descending passage, measures 6, 8, beats 1-2 
 
 
With this pattern and its variation, Kalaitzis confirms once more mode D 
diatonic with chroa d’. 
d. The first ascending passage on the beats 1-2 in part C, measures 9-12, from the 
hypotonic C to the dominant note G (Figure 16).  
 
Figure 16 
Measures 9-12, beats 1-2 
 
 
To accent the hypotonic Kalaitzis embellishes it with double small notes and a 
dotted sixteenth note. He also embellishes the dominant G with the F#, which 
functions as an attraction to G.  
e. The descending triplet in sixteenths B-A-G on the fourth beat of measures 9-12 in  
part C and repetition C’, which serves as a triple appoggiatura on the dominant 
note F of the next beat (Figure 17): 
 
Figure 17 
Measures 9-12, beats 4-5 
 
 
At the same time, being aware of the sensitivity of the sixth degree to the 
descending movement, he begins the triplet with an B. He also stresses the F 
with a dotted eight-note. 
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f. The pattern which develops from the dominant note F to the hypotonic C on the 
fifth and sixth beat in all measures of the tune, but measure 9, either before the 
modulation to mode D diatonic with chroa d’ (Figure 18.1), or as a semi-final 
ending to the fundamental tone D (Figure 18.2): 
 
Figure 18.1 




Measures 2, 4, 6, 8, 10, 12, beats 5-6 
 
At first, Kalaitzis embellishes the dominant note F with a small G note, plays a 
turn on it and descends with successive intervals of thirds to the hypotonic C. 
From part B onwards he plays the F with a dot.  
g. The final cadence on the beats 7-9 of part A, measure 2 (Figure 19.1) and part C, 
measure 10 (Figure 19.2).  
At the descending passage from the dominant note A to the fundamental tone D 
Kalaitzis uses again his unique technique of playing very fast intervals of 




Final cadence, measure 2 
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Figure 19.2 





From the study of the two music pieces, some conclusions are drawn. Nikos Kalaitzis 
uses all the possible ornaments of a note, such as small notes, appoggiaturas, double 
appoggiaturas, tremolos. Taking advantage of the tuning arrangement of the 
instrument he plays arpeggios, intervals of a fifth in consonance, repetitive notes and 
alternately octaves to define the basis and the dominant notes. He also prefers the 
dense playing in the time value of sixteenths or in even shorter time values. Mostly, 
however, he uses specific rhythmo-melodic patterns. Specifically: 
A. To define the basis he plays  
• A final cadence developing on the lower tricord of mode C. 
• Final cadences with the fast intervals of seconds in the time value of thirty-
seconds developing either on the whole descending scale of the mode 
(Phokiano Zeibekiko) or on the pentachord from the fifth degree to the basic 
tone (Vrakadiko Zeibekiko). 
• The ison on the appropriate note when he develops on the upper tetrachord of 
a mode. 
B. To define the scale  
• He plays descending passages from the 7th or 6th degree, according to the 
mode, in order to emphasize the function of the particular note. 
• He uses his unique technique of playing very fast intervals of seconds giving a 
modal flavor. 
• He plays the note A natural or with a flat according to the mode (Vrakadiko 
Zeibekiko). 
C. To define the dominant notes he plays 
• Turns, sometimes incomplete, around them. 
• Ascending and descending passages leading to the dominant notes. 
• Triplets between the sixth degree and the dominant notes. 
• Dotted eighth-notes on the third and the fifth degree for more stress on the 
particular notes   
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• Constantly attracted notes towards the dominant ones in order to place 
emphasis on the phenomenon of elxis. 
D. To define the cadences he plays  
• A cadence resembling a similar ending of byzantine troparia of the same 
mode (Phokiano Zeibekiko).  
• Semi-final cadences on the fifth degree, final and ultimate cadences on the 
fundamental tone. 
Since Nikos Kalaitzis played folk music from childhood until his old age, he succeeds 
with his skill and his rich imagination in combination with the use of the appropriate 
rhythmο-melodic patterns to determine as well as possible the identity of the modes 
of folk music. Although he combines new material all the time in his melismatic way 
of playing, he tries to be focused on the four features of each mode. Using these 
patterns along with ison, intervals of fifths in consonance, alternated octaves and 
ornaments, he gives his performance the desired modal flavor. 
Ultimately, the issue is not the precise interpretation of the non-tempered intervals of 
folk music, but the feeling the performer creates in his audience through the inspired 
use of all the elements of the modal system. This is exactly what Nikos Kalaitzis 
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